languages?
1 There may be negative and positive answers to this question -on my part, I agree with Canadian scholar W. F. Mackey who, in a 1988 paper, stated that "bilingual expatriate writers are a blessing to the literatures" (Mackey, 1989 , p. 21) they form part of. Having laid down these principles, let us have a closer look at the manifestations of plurilingualism and the language strategies of these poets. Before doing so, however, it might prove useful to get acquainted with the basic terminology to be used in the course of analysis.
The most frequently quoted definitions of bilingualism are the following: for Bloomfield, "In the case where the perfect foreign language learning is not accompanied by loss of the native language it results in bilingualism, native-like control of two languages," while for Haugen "Bilingualism [...] is understood [...J to begin at the point where the speaker of one language can produce complete, meaningful utterances in the other language." And finally, let me quote Weinreich, according to whom "the practice of alternately using two languages will be called bilingualism and the persons involved bilingual [...], multilingualism, the practice of using alternately three or more languages 2 ." In line with the third definition, E. Simpson states that "le bilinguisme littéraire est l'alternance de deux ou plusieurs langues dans la même oeuvre ou plusieurs oeuvres [...] par un auteur" and also admits that "le bilinguisme en littérature créatrice n'est qu'un phénomène restreint [...] l'unilinguisme semble être la règle générale dans le domaine de la création littéraire" (Simpson, 1978 , p. 5). Hamers and Blanc make a more subtle differentiation, creating the term of bilinguality, by which they mean "the psychological state of the individual," and using bilingualism in a sense which includes bilinguality and "refers to a state of a linguistic community in which two languages are in
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Concerning bilingualism and bioculturalism, F. Grosjean states that many bilinguals are bicultural and he quotes Haugen whose view is that bilingualism and bioculturalism are not necessarily coextensive (François Grosjean, 1982, p. 157).
Quoted by Ekundayo Simpson (1978, p. 4).
contact" (Hamers and Blanc, 1989, p. 6). These are multidimensional phenomena where the main aspects of analysis may concern the relative competence, the cognitive organization, the age of acquisition, the exogeneity, the social cultural status and cultural identity. An individual can also be a balanced bilingual (with an equivalent competence in both languages) and a dominant bilingual (for whom competence in one of the languages is superior to competence in the other) (p. 8). If we consider the age of acquisition, the main types would be childhood bilinguality (before age 11, simultaneous or consecutive), adolescent bilinguality, and thirdly, adult bilinguality. Based on the presence of L2 community in the environment, bilinguality is either endogenous (presence of L2 community as in the case of émigré writers) or exogenous (absence of L2 community). When we examine the relative status of the two languages, bilinguality can be additive (LA/1 and LB/2 socially valorized, which means cognitive advantage) and subtractive (when L2 is valorized at the expense of Ll, resulting in a cognitive disadvantage). And finally, according to group membership and cultural identity, there are bicultural bilinguality (double membership and bicultural identity), Ll monocultural bilinguality (LA/1 membership and cultural identity), L2 acculturated bilinguality (LB/2 membership and cultural identity), and finally, deculturated bilinguality (ambiguous membership and anomic identity) (p. 9). The above aspects, though transcending the boundaries of usual, strictly literary aspects of analysis, will be useful when having a closer look at the texts and various activities of Hungarian poets living in Canada. Language has manifold roles: it is a component and transmitter of culture, the vehicle of literary activities, and the use of two or more languages makes all of these relationships even more complex. Mastering the language, or linguistic assimilation, does not necessarily mean acculturation. Bilinguals tend to develop a cultural identity which is different from that of a monolingual: bilinguality and cultural identity are interrelated (p. 125). Also, it is generally accepted that the bilingual person is more than the sum of two monolinguals (p. 15).
Once we have reached a "consensus" on the idea of bilingualism, we can go on to discuss the degrees and strategies of this phenomenon. The first step is "passive," or "receptive" bilingualism, when a person has no productive control over a language but is able to follow and understand it (Romaine, 1989 ). This might be considered the lowest level of proficiency -while the other extreme is the case of equilingualism or balanced bilingualism, which means that the given person is equally fluent in both languages. Most scholars agree, however, that this is an exceptional case 3 , since at the semantic level a bilingual may be able to express meanings better in one language than another (Romaine, 1989, p. 13) . Alternation of the languages may have different degrees and may depend on several factors -like the topic, the situation, the communicative partner, or to give a truly literary example, the genre. A special aspect of alternation is language interference which shows us "the extent to which the individual manages to keep the languages separate, or whether they are fused" (p. 11).
The procedure of changing from one language to another is usually called code-switching. To quote some more sophisticated definitions, let me mention that of Gumperz, for whom it means "the juxtaposition within the same speech exchange of passages of speech belonging to two different grammatical systems or subsystems.
language. (For the bilingual, it is also a question of decision which of his or her languages to use as base language.) F. Grosjean points out that "switching is different from borrowing a word from the other language and integrating it phonologically and morphologically into the base language. In code-switching the switched element is not integrated; instead, there is a total switch to the other language... (Romaine, 1989, p. 111) . When looking at the types and degrees of code-switching, the three main groups are:
. "Tag-switching" which means no violation of syntactic rules.
. Intersentential switching, i.e. a switch at a clause or sentence boundary, where each clause of the sentence is in one language or another. This requires greater fluency in both languages than tag-switching.
. Intrasentential switching involves the greatest syntactic risk and may be avoided by all but the most fluent bilinguals. It may also include mixing within word boundaries (pp. 112-113).
Code-switching may provoke different reactions -the attitude of monolinguals is very often negative and they consider the alternate use of two or more languages a grammarless mixture, saying that those who code-switch know neither language well enough. Some bilinguals -those who never switch -also reject it, saying that it is done only out of laziness. Many bilinguals tend to avoid code-switching "with those who have very strict norms concerning language use (teachers, parents)" (Grosjean, 1982, p. 147) . Another dimension of the same phenomenon -also supported by evidence from bilingual writing, particularly plays -is that "monolinguality is more commonly found in economically dominant groups, while members of minority or subordinate groups tend to be bi-or multilingual" (Hamers and Blanc, 1989, p. 13).
Code-switching may have several reasons and aims -it may take place because of a lack of facility in one language when talking about a particular topic or when the speaker cannot find an appropriate word. It may also be a way of quoting someone, or specifying addressee, mark or emphasize group identity, convey emotional meaning (anger, annoyance), exclude somebody from conversation (e.g. parents do not want the child to understand), change the role of speaker by raising his/her status, adding authority, showing expertise, etc. "Switching at a particular moment conveys semantically significant information
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." Gumperz considers code-switching a meaningful verbal strategy. We will return to these aspects and strategies of code-switching when taking a close look at some poems by Hungarian-Canadian poets.
Turning to the literary aspects of bilingualism and codeswitching, let us first cast a glance at the most frequent manifestations and motives of this literary practice. The three main groups of bilingualism in literature are: L Intraterritorial: The writer -despite code-switches -remains within the literary tradition of his base language. He may use another language because of the "requirements" of a genre or topic (Milton's love poems in Italian), or for experimentation, or for his amusement (e.g. Oscar Wilde and R. M. Rilke writing in French). In these cases, the change of language is voluntary and conscious. I would put the works of various experimental writers into this group -be it dadaism, futurism or the frequently returning method and game of "creating" a language -very often using the basic rules of an already existing one.
5.
Gumperz quoted by Grosjean (1982, p. 152 In the course of the analysis it will be seen that the Hungarian poets I have chosen tend to move from one group to another at various points of their writing processes. Their case contains an additional element which has become more and more important during the past few decades, even if literary criticism -with the exception of W. F. Mackey (1989) The manifesto at the beginning of this slim volume is of double interest to us. At the time of serious discussions concerning language laws, demanding -on behalf of the Hungarians living in Canada -French to be the second language of this country, and English "of course," the third, not only shows the poet's primary interest in language, and his selfdefinition as the Hungarian of Canada, but the irony behind the lines (he never tells us which should be the first language, but with some modest imagination we all may guess) gives this wish a special twist. And at the same time, it also prepares us to be on the alert: an exciting intellectual game awaits us in the following poems and we all are participants of this game.
The game is unfolded in front of us in its full scale in "Vargyalgás." For the title the poet created a non-sense word using Hungarian sounds (like the "gy"), attached a Hungarian suffix to it thus making a "noun": following the rules of the language, he found out a non-sense term, and as title of this series, it is an apt indicator of what follows. And what follows is a series of thirteen four-line poems, with a footnote. All the thirteen poems have a title of their own and a note beside them to make it easy for us to find out which non-sense language the poems resemble the most. After each four-line poem we can find an accordingly "distorted" version of the poet's name. The "languages" are Sumerian, Greek, Hungarian, German, French, English, Turkish, Hindi, Japanese, Latin, Russian, Hebrew and Italian.
The Hungarian title is the same as that of the whole sequence. Zend's strategy of constructing a language begins with taking it apart -or "desconstructing" it. In this four-line poem, there are altogether four grammatical entities that do exist in the Hungarian language today: the definite article "a" in the first line, the first element "fü" of a compound word, the conjunction "ha" and the relative pronoun in the accusative form "akit" in the second line. All the other verbal elements were created by the poet, based mainly on the sound of the words, occasionally supplying them with existing prefixes and suffixes (like in e/sefötyölne). The last line, in its word-formation and sound alike, resembles the state of the Hungarian language several hundred years ago. Based on my knowledge of a few other languages "used" here, I take the courage to conclude that the basic procedure was similar with them, as well.
So far, so good -we could say -, a poet takes delight in imitating and parodying languages: it must be a nice distraction after long periods of deep concentration. But then, we reach the last part of this work: the Footnote. It is a pleasant surprise that it is written in English, i.e. an existing language. The playfulness is not left behind, though: we learn of a small island of Southern Amnesia with its proud and peaceful people, the Hepatites. The moving story that follows is a parody of linguistic research and researchers. All in all, several layers of linguistic activities are meditated upon: translations, comparing "translations with one another or with the original text itself (sounds like part of a highly academic discourse!), and then comes the real surprise: the pictogram, finally another teasing of us, unhappy academics: "Researched and edited by Robert Zend" (p. 19). The stylistic and rhetoric elements of the footnote contain several clichés we all are quite familiar with (the days of the tribe were numbered; the ruthless progression of technology... antiballistic missiles and mosquitoes) as well as verbal games (daymares instead of nightmares), logical deductions (only one old man was alive, rather half alive, that is half dead). This abundance of linguistic resources and tools creates a total effect, drawing attention to the self-reflexive nature of language and at the same time giving a parody of it and also underlying the inadequacy of language in describing certain phenomena or messages.
Another beautiful example of Zend's fascination with language is the poem Für Ludwig in which he creates syllables and words that are evoked in him by listening to Für Elise, this way creating a link between language, poetry and music, another art. Still another art form is evoked by the Magritte poems. The Belgian master of Surrealism inspired other writers, too (Tom Stoppard). The reason why Magritte seems such a suitable subject for literary re-usage may be explained by Pere Gimferrer's statements in the first paragraph of the introduction of the painter: "les approches du monde de René Magritte ont été, en effet, surtout poétiques... Toute oeuvre de Magritte, il est vrai, fonctionne exactement comme le ferait un poème; mais en revanche, il n'existe aucun poème qui fonctionne comme une oeuvre de Magritte" (Gimferrer, 1986, p. 5). We should also remark that Magritte himself was a writer, and as in his painting, in his writings his technique was a mystification of banalities, using elements of melodrama to create a shocking effect (Schneede, 1982 If we focus our attention on Vitéz's language strategies in these poems, we can enjoy a diversity of solutions. In Kyrie, he follows a procedure very frequent in bilingual writing: After "Uram irgalmazz," he puts the names of languages suggesting that actually the beginning of the prayer is meant to be in these other languages -namely in Greek (still all right, a classical language), the language of Brobdingnag (if anybody had doubts about the satyrical edge, you can dispense with them), and Esperanto (an artificial language, meant to be as universal in our age as Latin was in the Middle Ages, the peak period of Catholicism). The next two stanzas go on listing names of languages -languages long dead (Got, Thrakian, Vizigot) and the language of gypsies: a minority language in Hungary (and several other parts of the world) with which most of us are ill at ease. Once different languages are introduced, in the next part of the poem, the poet can go on utilizing them -and this is exactly what happens: "quelles belles histoires!" is part of a train of thought, so much so that there is no typographical or whatever différenciation between the Hungarian words and the French exclamation.
In Gloria, there is a consequent alternation of Latin and Hungarian, but the Latin praise of God is cut into pieces, followed by the "commentaries" in Hungarian which very often question the validity of the Latin statement or provide us with a false translation: et in terra pax/ hominibus/ bonae voluntatis -Kik a jóakaratú emberek?/ Naponta látok egyet kettôt a szivárványos képernyón/ hallom öket bégetni (nyiratlan emberbirkák) a rádióban...; In hoc signo vinces/ Itt írd alá Vince! Let me point out here that the Latin words which are part of the mass-text are always in italics, and this way typographically differentiated from the poet's remarks. Most often, the Latin words form a distinct unit within the poem -at one point, however, we get a word by word translation, followed by the usual sarcastic remarks.
In the poems of Missa agnóstica, we can see a truly bi-or multi-lingual practice in the sense that there is an alternation of languages. The surprise effect is due to the poefs insistence on a highly codified form: the mass, its traditional language: Latin to carry a really modern series of ideas, connotations and message, therefore the overall impact of these poems is divided between the evocation of tradition and ardent experimentation. In the abovementioned poems of Vitéz experimentation has central role: experimentation both concerning the ideas, farreaching associations which span several continents and historical ages and systems of beliefs, and concerning the language itself: not only does he utilize foreign languages to achieve a pun or structure his poem, but -as G. Bisztray rightly points out, there is an "associative metalanguage" (Bisztray, 1988 fejed") and playful allusions to Hungarian culture and Dali's oeuvre ("húzd rá Fráter (Czigány) Lóránd," "elköltözött az is akit/mindenki sanyikának hívott," "a pályaszélen/Dali par pistolyával ovében a festo," "dalimadár fenn az égen," "Osszeverõdik a Gálás vasárnapi nép"). The poem in Hungarian is a requiem not only to the Spanish painter, but also to one of the most remarkable Hungarian poets of our century: Sándor Weöres. The English version does not contain this element (like several others, e.g. Báthory Erzsébet, Károlyi Mihály, Balassi), since these hints would not achieve the same results with foreign readers. There are, however, mentions of internationally wellknown people, too, in the Hungarian poems (Artaud, Hölderlin, Sade, mother Courage) absent from the English one, while the latter elaborates on Cyrano. As to the technique, the Hungarian poem does contain elements from other languages ("keep smiling, down, boy, down"; "Tierra germinavit Salvadorem"), though only these two.
In the poems, published in
The example of these two poems shows us that even when the basic idea is common for the poems, the two different languages mean two separate systems for the poet and the determining factor is the language-culture sphere matching, instead of a "faithful" translation. This way the poet seems to be at ease in both cultures, achieving a state of "double affiliation" (Hungarian literature, English Canadian poetry) besides serving as a bridge through his translations and a follower of international and Hungarian experimental poetry utilizing languages other than his mother tongue.
László Kemenes Géfin
Like György Vitéz, László Kemenes Géfin also left Hungary after the 1956 revolution, at the age of nineteen, and settled down in Canada the following year. His poetry focuses on the two cultures he belongs to: Hungarian by birth, through language, imagery and mythology, and North American by "profession" -the clashes and meeting points of these two cultures offer a new rhythm and surprising insight into both. He claims himself to be the follower of the great experimentalists of the language of Three years later, in a volume co-edited with Ken Norris, E. Farkas went one step further and made his intentions clear in the subtitle: Howl, Too, Eh? and other satires. Here, besides selfdefinition, he tries to describe the Canadian identity, too. After the introduction of the Free Trade Agreement, several things have changed, the polarities have crystallized and the poet felt endangered and thought that the country itself was in danger, too. He reminds us of events of the past: Brébeuf, "Susanna roughing it in the bush," Voltaire's description of French Canada as "quelques arpents de neige." The present, however, is like a nightmare "I had another vision/ on television: images of our politicians/meeting at Meech Lake; custom-tailored men/ dressed as real estate agents/ selling our century 21" (pp. 25-26).
His view about the possibilities of Canadians is not very optimistic.
After the Canada-problem, the poem "The Language Cops" takes us to the Québec of the early 1990s: the base language of the poem is English again, with the presence of French in a way that often disobeys the basic rules of grammarlike in the first sentence: Une We are the language/ We are the real Québécois/ We stand on guard for thee/ Our dossier full with les languages laws" (p. 43) (French article, English noun), or later on, when speaking of the West Island: "Here, la,/ Les For Sale signs are raised;" "C'est comme ça/In Tête Carré Land" (p. 45). Language intolerance makes the poet feel hopeless and he thinks that it leads to a point of no return. "For Victory is ours./ Vive Le and Vive La!/ Sens unique is the way./This is the way our battle ends./ Il a fini comme ça" (p. 47).
In "Au Canada" Endre Farkas discusses again the Canada problem, of which language is a crucial one: "We can't understand our own languages/ Canada when will we end this maudite guerre?" "Canada, after all, it's moi et toi/qui sont perfectly bilingue;" Canada I used to be an immigrant when I was a kid/now I'm an allophone./ I have bilingual visions and multicultural vibrations" (p. 49). Language usually helps in selfdefinition; for Canadians, it (or rather, they) mean a trap, and since language is the tool of the poet, he feels endangered. That is probably why it is of such a great importance for him not only to use language but also to speak about it.
In these examples we could see that in the case of Endre Farkas, L2 acculturation has completely taken place -his baselanguage is English, with a presence of L3, since he is active in Montréal, Québec. The old country is present in memories, sometimes it inspires poems (like the unedited ones about Szeged and Budapest following his visits to these towns in 1991), and translation means a link between the two: he himself translates bilingual (gypsy Hungarian) poet Károly Ban's works, and some poems by Endre Farkas have also been translated into Hungarian. To use Philip Stratford's metaphor of translation as bilinguality of the author and text. R. Zend is Hungarian-English bilingual and used all the three varieties in his poems: Ll (Hungarian) monolingual, L2 (English) monolingual, bilingual and created language poems. György Vitéz is also HungarianEnglish bilingual, uses his Ll (Hungarian) as base-language and switches into English, French or German, but also into Latin. L. Kemenes Géfin is Hungarian-English bilingual, with Ll (Hungarian) as base-language, and switches into L2 (English) occasionally borrowing words and phrases from German. Endre Farkas is Hungarian-English bilingual, with L2 (English) as baselanguage, switching to French in order to create atmosphere or achieve an ironic effect, and in his case Ll is only used when he translates from his mother tongue into English.
And what about the readers of such works? To fully comprehend all the layers and indications of bi-or multi-lingual writing, of course, the ideal reader should also be W-or multilingual However difficult it is to achieve this state, the rewards -the intellectual experience -is worth it.
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